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ABSTRACT 


The notion of musical archetype seems to be discredited due to overuse and often confused 
interpretation. Based on an extension of C. G. Jung's theory, I have tried to show, in a series 
of studies, the advantages it offers to musical analysis on the level of music psychology. 
Other Romanian contributions belong to Octavian Nemescu and Dan Dediu. 

The archetypes of the essential points of a musical form, like those of the Beginning and of 
the End (of ”Birth” and ”Death”), can serve as a basis of relationship between internal levels 
of music as well as in syncretic contexts. If there is a common element between such 
different levels in a film or in an opera (music, image, text), it should be first sought on a 
psychological level, as their common level. But not only is the congruence of these levels 
significant: their incongruity may play an equally important role and bring new tensions to 
the overall image. 

Some analytical levels allow pairs of opposite archetypes (e.g. Incipit/Finis), just as certain 
musical structures are "scalar" (e.g. pitch, duration, dynamics can be measured and 
classified according to a simple criterion: frequency, time units, and decibels). Not the same 


* This paper was presented at the International Symposium of Musicology “Pitfalls and Risks in Intra 
Musical Communication: Terminology, Notation, Performance”, held under the auspices of the 
10' edition of the Cluj Modern Festival, in April 2013. 
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can be said about musical timbre, an area in which the mixture of different parameters is too 
complex to allow a simple classification. But the problem of systematization of musical 
colours is not restricted to timbre itself: heterogeneous elements like density and the 
character of sounds also play an important role in the definition of musical objects. 

A possible model is suggested by the four primary elements: Earth, Water, Air, Fire, 
considered symbolic and named, according to Jung, Terra-Aeter-Aqua-Ignis. There is a 
parallel with the four categories of musical syntax as defined by Stefan Niculescu: 
homophony, polyphony, monody, heterophony. Symbolic associations like homophony- 
Terra, monody-Aeter and, perhaps less, polyphony/heterophony-Aqua/Ignis, may help define 
conceptually solid, ethereal, formless and elusive musical substances. Just like the four 
syntactic categories, the four types of substance can be recognized not only in music. 

The manner of application of this idea requires a good understanding and acceptance of 
symbolic thinking. 


Keywords: syntactic categories, C. G. Jung, archetype, symbol, syncretism. 


The concept of “musical archetype” has become commonplace in the 
context of the Romanian musicological discussions. Expressions like “folkloric 
archetype”, “return to the archetype” or “archetypal music” are often axiomatically 
labelled as positive or negative, without paying too much attention to their 
definition or meaning. Without dwelling too much on this subject, I will only state 
that if viewed from Carl Gustav Jung’s perspective, this notion would prove its 
utility more convincingly. The issues set forth below assume the acceptance and 
good understanding of symbolic thinking in the sense conceived by Jung. 

“The Archetype is in itself empty and purely formal, nothing but a 
possibility of representation which is given a priori. The archetypes are the 
imperishable elements of the unconscious, but they change their shape continually. 
There are as many archetypes as there are typical situations in life. First of all, the 
most existential human experiences like birth, death, marriage, motherhood are 
anchored in human souls, and in all times and all cultures they built the same 
pictures. One must distinguish between «archetype» and «archetypal 
representations». No archetype can be reduced to a simple formula. A symbol is 
the best possible formulation of a relatively unknown thing; it has the great 
advantage of being able to combine heterogeneous, incommensurate factors into a 
single image. Since everything psychic is preformed, this must also be true of the 
individual functions, especially those which derive directly from the unconscious 
predisposition. The most important of these is creative fantasy.” 

Jung does not attempt to provide an exhaustive or systematic list, nor a 
hierarchy of the archetypes. However, he often refers to the different forms of 


© Carl Gustav Jung, Archetypen, DTV Munich, 11, Auflage, 2004 (1971-1990 Walter Verlag, AG Olten), 
pp. 1, 9, 78-79, 124. 
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representation of archetypes in myths, fairy tales, dreams and arts in general. 
The archetypes of the collective unconscious, which can be projected both in nature 
and in art, would also express general human experiences in music. 

Starting from an extension of Jung’s theory, I have tried to highlight, in a 
number of studies dating since 1982, the benefits it offers to a psychological 
analysis of music. In this respect, I mention the outstanding contributions of 
Octav Nemescu and Dan Dediu, along with Stefan Niculescu’s intuition, who was 
the first to refer to a “syntactic archetype”.7 None of the more recent studies, 
syntheses, comments or criticisms of Jung's theory has approached this area. 

By musical archetype I therefore understand, in the sense conceived by Jung, 
the general, common, elementary, “absolute” contents of the human psyche, 
embodied by “relative” musical gestures that vary regionally and temporally 
according to a certain “musical language”. The two factors, as well as their 
interaction, are essential. Archetypes are therefore objective, fundamental, 
more “nature” than “culture”. The archetypal level of a work of art precedes its 
semantic or aesthetic reception, which is based on cultural data, since it 
corresponds to a dimension of the human psyche that manifests itself mostly 
unconsciously.” It hence results that music can be considered a “universal 
language” only at an archetypal level; and also that the phrase “archetypal music” 
does not make any sense: music contains, in its very essence, an archetypal level, 
and therefore we could refer at most to a more or less prominent archetypal level of a 
particular music. 

The difference between musical archetype, archetypal motifs, symbols and 
metaphors depends on the consistency of application of Jung's position, which 
constantly envisages the human psyche, manifested, in this case, through music. 
Inits absence, the notion dissolves into the general meaning of platonic “absolute 
idea”, it is mistakenly assimilated to certain symbols or it refers simply to some 
physical/acoustic and, in most cases, non-musical characteristics of the sound. 
A musical archetype is definitely expressed through physical/acoustical data, but — 
since music is a human activity — these elements are incorporated into typical 
structures as archetypal components, which are not found as such in nature. 

Archetypes can serve as basis for the interrelation between internal 
musical levels (rhythm, melody, form: in classical music, this can be contradicted 
by some contemporary trends), but also in syncretic contexts. Especially in theatre or 
film there is a certain consensus of the informed public as to the figures, archetypal 


7” Stefan Niculescu, O teorie a sintaxei muzicale, in: Stefan Niculescu, Reflectii despre muzicd, Editura 
Muzicala, Bucharest, 1980, p. 279, reprinted after “Muzica” No. 3, March, 1973, Bucharest, pp. 10-16. 

7! Dan Corneliu Georgescu, Myriam Marbé und die Suche nach Archetypen in der rumänischen 
zeitgenössischen Musik, in: Myriam Marbé, Komponistin zwischen Ritual und Intellekt, in: Klänge und 
Gegenklänge, Festschrift für Peter Schwarz, Berlin 2001, pp. 99-120. 
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situations or other easily recognizable patterns (e.g. the classical figures of the 
commedia dell'arte or those derived from mythology). All these figures carry fairly 
precise connotations especially in literature and in the fine arts, to which music, by 
its very nature, does not have direct access. Should there, however, exist a common 
denominator between all the different levels of a syncretic work, it should be first 
sought at the psychological level that unites music, dance, literature and stage 
representation into a coherent work. The field of synaesthesia (“coloured 
perception”) is a particular case that would require a different approach. 


To exemplify, I will refer to the archetypes of the Beginning and of the End 
(or — symbolically named in Jung’s tradition - of Birth and Death, or Incipit/Finis). 

The beginning is a disruption of a state of order or of a primordial chaos, 
open to all possibilities, involving an initial tension, genesis, construction, 
development. Its symbolic context is very rich: sunrise, explosion, blooming, 
spring. The end must take into account the foregoing events, it must provide a 
conclusion, fulfilment, possibly relief, destruction or transfiguration, apotheosis, 
the prospect of a new beginning, thus suggesting the existence of a cycle. A work 
may comprise several Births and Deaths, either successive or located on different 
levels. Death can signify a new Birth. A certain relativity in this sense evokes the 
idea of a transition or passage in both directions. 

The Birth (of an artwork) is often expressed in a unitary manner both in 
musical structures and in visual images or texts, characteristic of a film or work. 
Such is, for example, the Wagnerian tetralogy, which begins with the opera 
“Rheingold”, which in turn opens with an ample prelude on a figured harmonic 
pedal, as symbol of the Birth of a mythological world that ends with 
“Gôtterdämmerung”, symbolizing its End. However, this pair of musical 
archetypes can take very different forms of expression. In this sense, I have tried to 
draw up their typology, while in a special study dedicated to some of Enescu’s 
works I remarked and commented on the concise form of the Beginning, in contrast 
to the hypertrophied size of the End. 

This is about integral musical works and segments thereof, as well as 
about their inclusion in a concerto viewed as a modern ritual. While the existence 
of a structured, evolutionary time is always assumed, in certain “atemporal” 
musical contexts (ethnic musics or contemporary experiments) Incipit/Finis have 
only a formal significance.” 


7? Dan Corneliu Georgescu, A Study of Musical Archetypes: (III) The Archetypes of Birth and Death, in: 
“Revue roumaine d'histoire de l'art”, No. XXIII, 1986, Bucharest, pp. 23-26, and Spezifische musikalische 
Gesten bei Enescu. Eine Untersuchung unter dem Aspekt der Musikarchetypen, Vortrag gehalten beim George 
Enescu Symposium im Oldenburg, 17-19 November 2006. Published under the title Essays zu George 
Enescu. II: Enescu und die Musikarchetypen, in: "Studia Musica” No. 1, 2008, Studia Universitatis Babes- 
Bolyai, Cluj-Napoca, pp. 52-61. 
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Certain analytical levels allow the existence of pairs of opposite 
archetypes, as in the case mentioned above (but also in Jung’s Persona-Ombra, 
Animus-Anima, or Dediu’s Ascensio-Descensio), whereas certain musical structures 
are scalar, measurable in nature: pitch, duration, sound intensity can be measured 
and classified according to a simple criterion — frequency, time units, decibels. 
Not the same can be said about the timbre of the sound, a field in which the 
combination of different parameters creates an image that is too complex to be 
ordered in a simple manner.” Drawing a hierarchy of the sound qualities in order 
to create a typology of the musical objects” provides perhaps the only objective 
way to this end, although the complexity of the field seems unfathomable. 
The problem of a classification of the “musical colour” is not limited to timbre 
itself, but also includes heterogeneous elements: density, sound character, tempo 
and register play an equally important role. Niculescu refers to the “sound 
characters” (melodic-harmonic-timbral complexes) created by Debussy in his 
Nocturne for orchestra Clouds. Thus we cannot separate colour from the musical 
substance. 

If by referring to musical substances we understand a point of view 
attempting to provide a global perspective of all the material musical elements 
(without, however, excluding time), the four primordial substances could serve as 
a suitable model: earth-air-fire-water, viewed symbolically and called, in Jungian 
tradition, Aqua-Terra-Air-Ignis. The idea, enticing by its suggestiveness, though 
difficult to process scientifically, has been mentioned by me several times.” This by 
now classical quaternary model probably dates from the period of the Ionian pre- 
Socratic philosophy, being later adopted by Aristotle as well. A 5% element, a kind 
of super-substance is also assumed to have existed, i.e. Quinta Essentia or Aether, 
underlying and uniting the four primordial elements. It should be noted that in the 
Chinese cultural tradition there is a model consisting of five elements (metal, wood, 
earth, water, fire). Quaternity is, however, a “scheme of order par excellence”7, 
and therefore we will adopt it further on in this paper. 

Aqua is associated with the notions of shapeless, undefined, flowing, 
purifying, downward movement, river, sea, lake, waves, spring, waterfall, rain, 
flood. “Les significations symboliques de l'eau peuvent se réduire a trois themes 
dominants: source de vie, moyen de purification, centre de régénérescence. 


73 “timbre is a function with several variables”, Stefan Niculescu, O teorie a sintaxei muzicale, in: Stefan 
Niculescu, “Reflectii despre muzica”, Editura Muzicala, Bucharest, 1980, p. 261. 

74 Pierre Schaeffer, Traitè des objets musicaux. Essai interdisciplines, Éditions du Seuil, Paris, 1966. 

75 Stefan Niculescu, op. cit, 1980, p. 259. 

76 Dan Corneliu Georgescu, op. cit, 1986, 2001. 


77 Carl Gustav Jung, Gesammelte Werke, 9/2, Walter Verlag Solothurn, Düsseldorf, 1995, p. 381. 
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Les eaux, masse indifférenciée, représentent l'infinité des possibles, elles 
contiennent tout le virtuel, l'informel, le germe des germes, toutes les promesses de 
développement, mais aussi toutes les menaces de résorption. “78 

Musically, it suggests the directed or cyclical, albeit diffuse character, 
politempo, legato, tempo rubato, perhaps the trill, ornamentation, possibly 
heterophony. 

Terra is associated with the notions of static, stable, tough, well-defined, 
solid, more specifically with the mountain, stone, field, sand. “La terre s'oppose 
symboliquement au ciel comme le principe passif au principe actif; l'aspect féminin 
a l'aspect masculin de la manifestation; l'obscurité à la lumière; le yin au yang; [...] 
la densité, la fixation et la condensation [...] a la nature subtile, volatile, a la 
dissolution.“ Musically, it suggests the chord, the low register, Tutti, secco, tenuto, 
tempo giusto, possibly homophony. 

Aer is intangible, movable or immovable, associated with the void, the 
wind, the sky. The air “est avec le feu un élément actif et mâle, tandis que la terre et 
l'eau sont considérées comme passives et femelles. Alors que ces deux derniers sont 
matérialisants, l'air est un symbole de spiritualisation. L'élément air est 
symboliquement associé au vent, au souffle. Il représente le monde subtil 
intermédiaire entre le ciel et la terre, celui de l'expansion, qu'emplit.“°° Musically it 
suggests the high register, glissando, the pause, Solo, possibly the monody. 

Ignis is ascending, dynamic, progressive, destructive or creative, unstable, 
associated with the sun, explosion, flames, volcano, lightning. It is “intermédiaire et 
céleste, c'est-à-dire le feu ordinaire, la foudre et le soleil. Il existe en outre deux 
autres feux: celui de pénétration ou d'absorption [...] et celui de destruction [...] 
soit que le feu symbolise les passions (notamment l'amour et la colère), soit qu'il 
symbolise l'esprit (le feu de l'esprit) [...] ou la connaissance intuitive.”8! Musically it 
suggests the rapid ascending movement, the scale, texture, accelerando, crescendo, 
possibly polyphony. 

Note the parallel with the four musical syntactic categories defined by 
Stefan Niculescu®: monody, homophony, polyphony, heterophony, as well as the 
support it could provide in defining them. Indeed, the symbolic associations Air- 
monody or Terra-homophony (and perhaps less Agua/Ignis-polyphony/hetero- 
phony) are inherent. Niculescu also mentions other cases, such as texture or rarefied 
music, without taking them into consideration, just as he also reveals the possibility 
of combining syntactic categories, as in accompanied monody or homophonic poly- 


78 Jean Chevalier, Alain Gheerbrant, Dictionnaire des symboles, Paris, 1969, p. 431. 
79 Jean Chevalier, Alain Gheerbrant, op. cit., p. 1086. 

80 Ibidem, p. 21. 

81 Ibidem, p. 502. 

2 Stefan Niculescu, op. cit, 1980. 
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phony etc. This might suggest a combination of the primordial substances, leading 
to new ones, such as ice as a combination between Aqua and Terra, lava as a 
combination between Aqua and Ignis etc. The extent to which such fantasies can be 
useful should be left to the discretion of composers and musicologists. We must 
not forget that music has always made use of symbolic fantasies while using 
common notions that no one would ever think of challenging today, like those of 
note, key, scale, cadence, delay, legato, corona, male or female theme, bridge, colour. 

Neither the model of the four syntactic categories, whose abstraction 
Niculescu reveals repeatedly, opposing it to the real syntaxes, infinite in number, 
“particular cases of the abstract syntax”#, nor the model of the four primordial 
elements (whose suggestive symbolism is equally abstract and general) seems to be 
“perfect constructions”. While monody and polyphony are pure and opposable, 
heterophony is a combination between them® or a variation of one. Furthermore, 
while the bipolar opposition Terra-Aqua (solid-flexible) is univocal, the definition of 
Aer and Ignis does not bring a similar differentiation: they are as flexible and 
shapeless as Aqua, though lack its materiality. In a freer interpretation, Ignis could 
be associated with Life, the Being, just as in the Greek tradition Aer was associated 
with the Soul, the Spirit. Just as in the case of the quaternity of the four 
temperaments proposed by Hippocrates (choleric, melancholic, phlegmatic, 
sanguine), symmetry and complementarity are missing here, just like, perhaps, 
the hierarchy or direction of other ideal quaternary models, like that of the cardinal 
points or of the seasons. Symbolic thinking therefore remains the expression of a 
certain Weltanschauung, in the context of which it makes sense. This is only a matter 
of trying to outline a very general typology of the musical material regarded as a 
global phenomenon, in order to provide a systematization in a realm where a 
simple, objective, “normal” systematization seems impossible. 

As in the case of the four musical syntactic categories or of the Incipit and 
Finis archetypes, the four primordial substances can be identified in areas other 
than music as well. Being archetypal in nature, they “look beyond the artistic 
genres” — whose separation or combination (music, dance, theatre, film) will 
probably remain always open — emphasizing what they may share in common. 
Niculescu reveals “the independent character of syntaxes from objects”, the fact 
that they “transgress the framework of music” and that they “connect these arts to 
the temporal phenomena in nature”#. In the case of the four primordial 
substances, this idea appears even more obvious, although, as stated before, this is 


#3 Ibidem, p. 290. 


84 Stefan Niculescu, op. cit, 1980, p. 279. 

65 “the most imprecise one”, Ibidem, p. 283. 

86 Pierre Boulez, Penser la musique aujourd'hui, Geneva, Editions Gonthier, 1964, p. 140. 
87 Stefan Niculescu, op. cit, 1980, p. 281. 
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not about water or earth themselves, but about Aqua and Terra, which are symbols 
carrying these names. 


But certainly it is not only the congruence of these levels that is important 
at a multimedial level: their incongruence may be equally important and bring new 
tensions to the overall image. The disassociation of rhythm from melody, of colour 
from shape, of noise from the object producing it may contradict the normal logic 
of perception, providing unexpected suggestions. This play between the 
congruence and incongruence of the stimuli is a standard procedure in the art of 
film. 


Here is an example: the movie “Sliding” (© Docor-Berlin, 2005, duration approx. 13’) 
is consistently based on this play in representing the four primordial substances as 
“main characters”. Aqua may appear as sea, waterfall, Terra as mountain, sand, Aer as 
clouds, wind, Ignis as sun, but also as life. Their characteristic elements in terms of 
aural, visual, colour etc. contents diverge, “slide” into incongruence, thus multiplying 
the levels that hold a dialogue between them and introducing a new dimension, 
difficult to express in words, and implicitly, a new tension. This procedure was 
explained and commented on in my communication entitled Klangfarben-Farbtöne. 
Komponieren mit Klängen und Bildern. Ein Experiment. Oldenburg, November 6, 2009 
(manuscript). [The Colors of Sound — The Sound of Colors. Composing with Sounds and 
Images. An Experiment.) 
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